This review of scholarship on Jesuit humanistic literature and theater is Latin-oriented because the Society's sixteenth-century code of studies, the Ratio Studiorum, in force for nearly two centuries, enjoined the study and imitation in Latin of the best classical authors. Notwithstanding this well-known fact, co-ordinated modern scholarship on the Latin poetry, poetics, and drama of the Old Society is patchy. We begin with questions of sources, reception, and style. Then recent work on epic, didactic, and dramatic poetry is considered, and finally, on a handful of "minor" genres. Some genres and regions are well studied (drama in the German-speaking lands), others less so. There is a general scarcity of bilingual editions and commentaries of many "classic" Jesuit authors which would, in the first instance, bring them to the attention of mainstream modern philologists and literary historians, and, in the longer term, provide a firmer basis for more synoptic and synthetic studies of Jesuit intertextuality and style(s). Along with the interest and value of this poetry as world literature, I suspect that the extent to which the Jesuits' Latin labors in the vineyard of the classroom formed the hearts and minds of their pupils, including those who went on to become Jesuits, is underestimated.
Haskell journal of jesuit studies � (����) ��-�� in particular the reverence for Cicero, was connected with the counterintuitive rise of probabilistic casuistry in the Society. I have reviewed the latter for Renaissance Quarterly (2009). 4 "Landívar's work is introduced, presented and analysed here in order to highlight paradigmatically the appeal and the historical importance of Latin writing from Spanish America in general" (4). 5 Of course some, like Voltaire and John Barclay, famously bit the Jesuit humanist hand that fed them. Barclay satirized the Jesuits in his Latin roman-à-clef, Euphormionis Lusinini Satyricon. Euphormio's Satyricon, 1605 -1607 My translation from the original Italian reproduced in Leone, 7. Note, though, that Baretti was based in England for most of his career, which may go some way to explaining the colorful vehemence of his anticlerical outburst. The Italian of the Jesuit fathers is "abbindolato e spicciolato qui e quinci e costinci di vocabolini tanto piccini, che non possono non isvegliare l'idea della rogna"; it is tarted up by "una tanto indiscreta pilottatura di latino, che fa spalancare tanto d'occhi a chi non l'intende," using "quei tanti tropi truffaldineschi […] sì frequenti pulcinellesche figure, che abbellano l'eloquenza gesuitica al mo' che un ricamo di paglia abbellarebbe una toga di panno canapino" (ibid., 7-8). Publication history can tell a tantalizing (and tangled) tale about the reception of Jesuit literature, if not perception of Jesuit style(s), in different regions and times. Tommaso Ceva's comic-heroic, nine-book Latin poem on the boyhood of Christ, Jesus Puer-it took its bearings from Marco Girolamo Vida's Renaissance Christiad, among others-was evidently much appreciated in its day. Translated into French once, German twice, and Italian at least six times, down to the nineteenth century, it was dismissed by a late eighteenth-century English reviewer for the Critical Review (1798) as "tasteless and uninteresting." He singled out for criticism a passage at the beginning of the third book in which the "devil is compared to a mastiff, who when he was a puppy, had been fondled by his mistress, but was afterwards supplanted in his affections by a young canine rival [Jesus] who was therefore the object of his hatred" (557). It was the lack of religious decorum which the Englishman found distasteful, where it is perhaps the pervasive sentimentality of Ceva's poem that will cloy for some twenty-first-century readers.23 Ludwig Braun, however, has recently teased out evidence of its considerable sophistication (readily observable, for that matter, in Ceva's other verse works and literary criticism)24 and the (8) . No doubt, but one suspects it was not just the pictures that made him an instant and cross-confessional spiritual "hit," but also (as Crowe neatly details in his introduction) his extension of "metaphorical exempla into self-contained fabulistic tales," his "quasi-catechistic" use of the rhetorical question, his deployment of analogies, comparisons, similes, anaphora, and the devastating peroration. He clearly spoke to the general gloom of the times. As for poems, in addition to those of the aforementioned Sarbiewski, we might point to the publishing sensation that was Herman Hugo's Pia desideria emblematis elegiis et affectibus SS. Patrum illustrata (Antwerp: Typis Henrici Aertssenii, 1624), with forty-two editions of the Latin text alone up to 1757, and translations into Dutch, French, German, English, Hungarian, Italian, Polish, and Portuguese.29 It is perhaps not surprising that Rapin's "Gardens" found its English translators, and that they were less interested in its moral or spiritual than its aesthetic dimensions. The ever-expanding georgic poem of Rapin's successor, Jacques Vanière, on the management of a country estate, Praedium rusticum (sixteen books by 1730), enjoyed even greater success during the eighteenth century: nearly thirty complete or partial Latin editions as well as translations into French, German, English, Italian, Spanish, Hungarian, and Polish. What can explain the international vogue for these Jesuit poems? Who was reading them, in which contexts, for what purpose? In the case of Vanière's Praedium rusticum, I would venture that the Frenchman was riding a rising tide of mainly Jesuit Latin poetry on the sciences and arts, viz. didactic poetry, which caught the imagination of the times. This was an imagination that was slowly but surely extricating itself from the fraught and phantasmagoric imagery of a Drexel or a Hugo, but when, where and why is a story that still awaits many tellers.
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Ceva's memorable definition of poetry is that it is "a dream that one makes in the presence of reason." 31 I hope to publish an anthology of Jesuit Latin didactic poetry. 32
See http://www.edizionenazionaleboscovich.it/index.php/biblioteca-digitale/viewdown load/3-opere-a-stampa/10-volume-132.html.
Epic and Didactic Poetry
The 
Drama
The Latin school drama of the Jesuits has been the subject of two booklength bibliographies by Nigel Griffin, who informed me in 2011 of his plans to publish a much-expanded update online.37 The German world has been particularly well served by the sweeping older histories and surveys of J. M. Valentin and Elida Maria Szarota, each running to several thousand pages, which provide a solid foundation for detailed studies of local authors and plays. 2005) . Hundreds of plays on Japanese and Chinese subjects were produced by Jesuits from the seventeenth century onwards, mostly in Latin and mostly (or so it would seem from this volume) in the German-speaking lands. Mission und Theater brings together multidisciplinary expertise from "Japanologists and Sinologists, missionary and literary scholars from seven nations," to conduct research first into the historical circumstances in East Asia which gave rise to these plays (to the extent that they may be recovered); the "mediation processes," including Latinization and missionary historiography, which conveyed the stories back to Europe; and finally, to their dramatic representations and transformations on German Jesuit stages, "of the theological, pedagogical, poetological, political sort" (14). Though a substantial volume of more than 500 pages, Mission und Theater is in fact more of a vademecum indicating possible directions for future scholarship than a definitive treatment of its vast and fascinating subject. As the languages of the volume are German and English, we must assume that it is aimed, in the first instance, at European scholars. Several chapters thus provide background information on the history of the Chinese and Japanese missions (by Barbara Guber-Dorsch and Arcadio Schwade), Chinese chronology and lists of emperors (by Claudia von Collani), original and transcribed names in Jesuit dramas (by John Witek), and, of course, the historical Jesuit sources for the plots of the plays (by Claudia von Collani). Wu Boya gives us, as it were, the view from the other side in his chapter on legal prosecutions of Christians in the late-Ming/early-Qing using Chinese sources (as does Guber-Dorsch). From a dramaturgical point of view, the most relevant chapters begin with Wimmer's, which offers a preliminary typology of the plays on China and Japan and usefully relates them to those on biblical and early Christian themes. Anna Bujatti draws a distinction between the plots of the plays that relate to the Christianization of China and the involvement of the Jesuits and those which portray events from the archaic Chinese past. In the latter, the Christian message and the innate receptivity of the Chinese to that message are prefigured.
In the light of Adrian Hsia's observation that "among the Europeans, only the Jesuits saw the necessity to include the Chinese within humankind so that they could be converted" (235-236) we might infer that these pre-Christian plays were, in their own way, quite radical. Hsia's chapter compares Jesuit dramatic treatments of the Chinese material with those by profane authors such as Joost van den Vondel and English playwright, Elkanah Settle, a contemporary of Dryden. Vondel's Zungchin, of de ondergang der Sineesche Heersappije (1667) includes a speaking part for Jesuits Adam Schall von Bell and (the ghost of) Francis Xavier, and a chorus of Jesuits which functions as in Greek tragedy. The two contributions of Thomas Immoos are rather telegraphic as the author died before the volume's publication. Only in the last paragraph of his chapter, "Gratia Hosokawa, Heroine of an Opera in Vienna 1698," are we apprised of a modern edition of the Latin play in question, Mulier fortis, by Viennese Jesuit, Johann Baptist Adolph (1657-1708), with accompanying music by Johann Bernhardt Staudt, published in the series "Denkmäler der Tonkunst in Österreich" (Graz: Akademische Druck-u Verlagsanstalt, 2000), vol. 152 (not 151 as printed here). Immoos had also contributed a short introductory essay to that edition.39 Likewise, Masahiro Takenaka reprises much material from the introduction to his Jesuit Plays on Japan and English Recusancy (Tokyo: Renaissance Institute, Sophia University, 1995) in his "Jesuit Plays on Japan in the Baroque Age," although here he expatiates on the Titus plays (also discussed in Wimmer's chapter). Titus is a Japanese nobleman who endures the apparent murder of his wife and children rather than renounce his Christian faith, only to have them restored to him alive and well by the king of Bongo. Takenaka's collaborator in the Tokyo volume, Charles Burnett, provides as an appendix the Latin text and English translation of the Freising Titus play, which was, however, produced under the auspices of a Benedictine foundation. For complete texts of two Jesuit Latin plays set in Japan, Antipelargesis (Felix liberorum in parentem pietas), in prose, and St. Francis Xavier, the reader is referred to the earlier volume.
Compared to the martyrs of the Far East, the story of the Egyptian Joseph (see Wimmer, 1982, above) , or even of the Eastern Roman Emperor "Mauritius," the subject of the Latin plays edited and explored in Stefan Tilg's, Die Hl. Katharina von Alexandria auf der Bühne des Jesuitentheaters: Drei Innsbrucker Dramen aus den Jahren 1576 , 1577 und 1606 (Tübingen: M. Niemeyer, 2005 , was a relatively minor one on Jesuit stages of the German Sprachgebiet. However, the lost Catherine drama produced in Vienna in 1563 was probably the earliest example of a Jesuit martyr tragedy, and the three pieces presented to us in Tilg's book, a reworking of his 2003 Innsbruck doctoral dissertation, include the earliest for which a play text survives. Tilg has wisely concentrated his efforts on the manuscript plays which, though historically the pieces most frequently alluded to in the Tyrolean Jesuit repertoire, might otherwise have escaped the attention of international scholars.40 The volume contains a critical edition of the plays with German translation en face, brief indications of classical sources at the foot of the page, and a thorough-going commentary at the back. Introductory sections detail inter alia the history of the St. Catherine legend and its place in Jesuit literature, the reception of the plays in early modern times, and the contemporary historical circumstances which gave rise to them. Catherine, patron of students and orators, embodies Christian eloquence against the pagan philosophers, but she also proves a perfect mouthpiece for the Jesuits to advertise their superior educational wares at what Tilg reveals was a critical moment for their order in the Tyrol; they had fallen out of favor with the archduke and his wife and were losing ground-both spiritual and physical-to the Franciscans. Indeed, "the historical background of all three Catherine dramas edited here is the lengthy struggle of the Innsbruck Jesuits for their own college building" (21, my translation). With his philologist's hat on, Tilg notes the marked presence, notwithstanding the Senecan model, of Roman comic diction and meter.
Over Denis Petau, Nicolas Caussin, and Louis Cellot-and three authors-Charles de La Rue, Gabriel François Le Jay, and Charles Porée, from its "Golden Age" (1668-1725). Supposed reasons for the general lack of scholarly attention to these plays include a preconception of their rule-bound uniformity and conformity over two centuries to Senecan models, and "the prejudice operating above all in France of the unoriginality and, basically, inferiority of the Jesuit with respect to the French Classical Theater" (10, my translation). Rieks claims that, in fact, the Jesuit drama in France enjoyed an "intense interrelationship" with French Classicism, and that "the impressive series of 'Christian tragedies' by French secular authors between the years 1640 and 1645 alone cannot be understood without the material, conceptual and structural impetus of the Jesuit martyr tragedies" (11 Gómez, 1945) , Kallendorf cites the publications of many active scholars in the field (Cayo González Gutiérrez, Jesús Menéndez Peláez, Melchior Bajén Español, Agustín de Granja, V. Picón, and Julio Alonso Asenjo) and informs us that the plays in Spain were written in a combination of prose and verse, Latin and Spanish-the linguistic "salad" announced by the comic character, Valencia, in the prologue of Juan Bonifacio's Comedia Margarita (15). The author also points out that "comedias were performed in the New World as well as the Old. Some of the dramatists discussed in this book […] were either born outside of Spain or spent significant portions of their careers in the colonies" (200). One is left wondering whether a lost Atlantis of Jesuit drama, if not recent studies on Jesuit drama, awaits discovery in the Americas.
Kallendorf flips the familiar comparison of Catholic ritual and theater, made by, among others, new historicists such as Stephen Greenblatt, to suggest that "theater resembles religious ritual," and that " [l] ike casuistry, theater frames and orders conscience if spectators allow it to do so" (181). In fact, the A section is devoted to its relationship, among Jesuit poets, with other genres (lyric, epic, and drama). An appendix provides a representative sample of these texts with translation.
In conclusion, the recurrence in this review of so many of the same names across so many genres is confirmation that the Parnassus of Jesuit poets was a much more permeable space than its ancient equivalent, where, for example, writers of prose or drama rarely wrote epic, didactic, or lyric verse. Jesuit men of letters were usually adaptable, prolific, even compulsive practitioners of the poetic skills imbued in them in the Jesuit classroom-which they, in turn, through their labor in the schools, were obliged to imbue in others. To that extent it is legitimate to call all Jesuit poetry if not didactic, then fundamentally "ludic," if we may be permitted to endow the English word with the additional senses of the Latin ludus, "a place of exercise or practice," and ludi, "public games, plays, shows, exhibitions." This is not to say that Jesuit Latin poetry was puerile, perfunctory, or "just for show," a publicity exercise for the Society's humanist schools. It was, indeed, frequently political and sometimes propagandistic, but above all assiduous in its processing of the latest events, ideas, and cultural developments both within the Society and without. I suggest that one of the most exciting tasks that lie ahead for students of Jesuit Latin poetry and drama is that of exposing in detail how it was "networked" across the different regions of Europe, its colonies, and missions; how plots, themes, styles, news, and even science spread synchronically and diachronically in Latin verse. Unraveling this dense intertextual web will need to be a global and yet carefully co-ordinated research enterprise. Daunting as it may seem, it is one that advancing digital technologies render now, for the first time, a real possibility. In addition to producing critical editions and commentaries of printed texts, scholars on the ground should be exploring local archives and libraries and digitizing manuscripts, not neglecting precious pedagogical ephemera where they exist. Perhaps it is not vain to aspire to an online, up-dated, and annotated Parnassus Societatis Jesu for the twenty-first century.
